say payback is something.
[Laughter] Also, it's one thing to be published once you've been feted, and it's another when nobody knows your name. And Callaloo has been publishing folk when nobody knew their name, and now they're national and international figures. For me personally, I want to reflect on what Callaloo has done to the language itself, to the English language. This is immediate to me as someone who is not a native speaker of the language, who came late to the English language-for a generation like mine and what's called "the new African diaspora," some of us from the continent who came post-1965. The earlier generation felt unease inhabiting the English language. African writers felt unease inhabiting the English language. A generation like mine, I can occupy the English language, feel at home in it precisely because of what black writers have done to the language itself. So when I speak English, I don't have a complex about it because of the writers who have appeared on the pages of Callaloo and how they have made a space for someone like me. And I thought it might be apt, if you allow me, to quote. Morrison has a great line reflecting on what James Baldwin did to the English language. And I think we could extend that claim to what Callaloo has done to the English language itself. She says, "You made American English honest-genuinely international." She's talking to Baldwin, but we could say to Callaloo, You exposed its secrets and reshaped it until it was truly modern, dialogic, representative, humane. You stripped it of ease and false comfort and fake innocence and evasion and hypocrisy. And in place of deviousness was clarity. In place of soft, plump lies was a lean, targeted power. In place of intellectual disingenuousness and what you called "exasperating egocentricity," you gave us undecorated truth. You replaced lumbering platitudes with an upright elegance. You went into that forbidden territory and decolonized it, "robbed it of the jewel of its naivete," and un-gated it for black people so that in your wake we could enter it, occupy it, restructure it in order to accommodate our complicated passion-not our vanities, but our intricate, difficult, demanding beauty, our tragic, insistent knowledge, our lived reality, our sleek classical imagination-all the while refusing "to be defined by a language that has never been able to recognize [us] ." In your hands language was handsome again. In your hands, we saw how it was meant to be: neither bloodless nor bloody and yet, alive. (Toni Morrison, "James Baldwin: His Voice Remembered; Life in His Language") I think that's an apt description of what Callaloo has done to the language itself. So as we anticipate the future, that first issue is worth returning. Although as we all know, the journal was born to create a space for black writers from the American South and fill that lacunae, Charles in his essay, in that inaugural issue, in many ways anticipates the future direction of the journal. Again, it's a journal committed decidedly to the black Southern experience, but he has two citations, and it may be unbeknownst to him, that anticipate the course of the journal. He cites Edward Kamau Brathwaite, the Barbadian poet, and he also cites the South African writer Ezekiel Mphahlele. He's articulating why a journal committed to the Black South is necessary for black Southern Americans while he's gesturing to the Caribbean and to Africa in this very first essay. And of course, as we know, we would grow to become a national and international journal. So moving forward, at least for me, one of the key recipes, or at least the recipe for Callaloo, was already there in the inaugural issue, and it is to think about the black experience capaciously, across the many geographies to define black people. The other is that, again, also from the outset, Callaloo is an essential experience. Of course, it's named after a dish, but it's a feast of the senses. If you look at Charles's essay, he does exactly what the journal has been doing all along. It's a critical essay, and how does he exit that essay? With a poem. In that essay alone, we see how he brings together, brings in communion the critical and the creative. And moving forward, I certainly hope that the journal retains that central element. Folks talk about Afro-pessimism, Afro-futurism. How come we don't talk about Afrocentrism? Because I consider myself an Afrocentralist, in part inspired by what Callaloo dishes-the taste, the feast that Callaloo offers. Now, we want to turn to our distinguished speakers and use this time for reflection, advice, provocation as you anticipate the next forty years of the journal. I will just list their names and institutional affiliations. I'm not going to give their full bios just for the sake of time. We have LeRonn Brooks, assistant professor of African and African American studies at Yemen College in the City University of New York; Vievee Francis, assistant professor of English at Dartmouth College; Hermine Pinson, professor of English, College of William and Mary; Robert Reid-Pharr, distinguished professor of English at City University of New York; Jean-Paul Rocchi, professor of literature and American cultural studies Université Paris-Est Marne-la-Vallée; Hortense Spillers, Gertrude Conaway Vanderbilt professor of English at Vanderbilt University; Ebony Bailey, who is a PhD candidate at The Ohio State University; Sonya Posmentier, assistant professor of English at NYU. So I will turn it to the panel.
BROOKS:
Good morning, everyone. I would like to thank Dr. Rowell and everyone here because this conference has been everything. This conference has been so life-giving that I am just thankful, in this moment, for the quality and expansive nature of discussions that we have had. I ended my opening remarks a few days ago by thanking Charles for his contributions to world literature, but also by thanking him for his contributions to the world's futures. Over the past few days I have been thinking about Callaloo as an institution of many different parts. I am thinking about the future of Callaloo in terms of its institutional futures and philosophical futures. In terms of what makes the Callaloo journal, I am thinking about the ways the future depends upon our volunteering our service. If Callaloo journal has never been a given, if in fact funding is an issue, if in fact we worry or we're concerned about the journal-we are gathered here to think about the ways in which the journal has made contributions to literature. But what can we give to the journal? Each of us are tied to an institution. Each of us has talents that we can offer to the journal that can influence how the journal moves forward rather than depending on Dr. Rowell to provide service for us. How, then, can we help the journal in terms of what makes it? I would ask everyone here to think about what your individual talent is. What can you provide Callaloo from the institutions that you are affiliated with? What power do you see yourself as having that you can then give to Callaloo? Email the office, talk to Dr. Rowell informally, and introduce yourself if, in fact, you have never talked to him because this is about a community. In my opening remarks I commented on how Dr. Rowell had to pull together people to make Callaloo work. It is of an individual dream, but it is not solely of an individual effort. Think about this and what you can give of your own time to help the journal move forward. I think the future of Callaloo depends on us coming together as a community. Now philosophically I think in terms of the institution and of the workshops. The institution in terms of Callaloo journal-the seed's already there. We were talking about how the journal has influenced other literary journals in terms of how it is organized, how it is put together, and the thinking of the poetry next to the critical essays. 
PINSON:
The modality is blackness. Why are you so black? Because I am. In an article celebrating Callaloo's 30th anniversary Ben Pinson referred to Callaloo as having created a living archive that in and of itself represents an organic record of the lived African diaspora. Thumbing through back issues, one can trace the development of genres, schools, and artistic movements in deep, past pages of criticisms that have shown how we think through art forms. Callaloo has been and will continue to be a diasporic mirror of our age. One that operates critically, yet constructively, towards engineering the improvisational creativity that is the veritable essence of African diasporic existence. The disadvantagewhich accounts for my difficultly in coming up with a way to discuss the future of Callaloo-of preparing my remarks this morning is that I would get interrupted by a startling image or stunned by a poem or sculpture or by one of Charles Rowell's interviews, say with Romare Bearden or with the proprietor of Dukie Chase in New Orleans or a biography. You too can try it. You too can get hung up looking for one thing, but lingering over another like an article on modern afro-Brazilian poetry, or an early poem by Gale Jones. Or a late poem by Janice Harrington after Horace Pippin's oil on burnt wood: "What cripples, the wound or the scar? The can't or the can't no more?" You can get hung up on a photograph by Hank Willis Thomas thinking of his uncanny photo, Crossroads, a twenty-first century impression of Eleshu Elegba's trickster garb in black and white. Or the formality of Barbara Chase-Riboud's sculpture-the sculpted beauty of Cleopatra's cape, the polished bronze and silk that bespeak Malcolm X's legacy. To get back to my point, Callaloo has spanned the distance between Charles Rowell's father's kitchen table in Auburn, Alabama, to the throne room of Haile Selassie's first palace in Addis Ababa, Ethiopia. As a bridge builder, Rowell has brought together, as we have said so many times during this conference, scholars, painters, sculptors, writers, installationists, performance artists, photographers, playwrights, and perhaps most important, readers. In his own words we have continuously brought critical minds and creative imaginations together in public and private exchanges on critical and creative matters of production and reading. We have begun to understand each other's modes of translation of the world and the media and forms in which we represent them. Why you so black? Because I am what I am. May we ever be a space where Trudy Harris can demonstrate the affinities of Richard Wright and George Lambie. Where Lea Chase can distinguish between Callaloo and okra gumbo and the other kind that calls for ground Indian sassafras leaves. Callaloo is the place where Ed Hearse saluting Rowell's successful mission to bring black writing to the world can say that creative writing and creative writing workshops help foster democracy. The improvisational impulse is not just about juxtaposition or sampling. It is about making choices based on knowledge, discipline, and experience. Just as John Coltrane didn't just wake up one morning and play the kind of song solos with double and triple runs that young Jazz musicians puzzle over today and try to imitate in music conservatories. Charles Rowell developed his intuitive ability to juxtapose Drék Davis's installation Blk. Ms.Hero with Kangsen Feka Wakai's poem "Signs Your Country Might Be a Geopolitical Ghetto." [Laughter] Like the best artists, Rowell never rests on his laurels. He's always trying to take the journal to the next level, and his staff, and his editors, and his contributors, and his readers must go with him, not waiting for the Ellisonian boomerang. He presses on. "Come celebrate with me that everyday something has tried to kill me and failed." We've spent the last few days celebrating the journal and its founders and its supporters while riffing on the intellectual pursuits that led us to the journal. We've talked about its beginnings in the immediate wake of the Civil Rights Movement and the Black Arts Movement, and we've also argued that it's not about the journal's functioning in isolated temporal nodes but in the continuous now. That is always urgent. We've talked about the journal's auspicious growth from "regional journal" to "journal of the black diaspora" and now it's time to talk about the present and the future of Callaloo. In the introduction to the 30th anniversary issue, Charles asked, "How will we promote, refine, and extend the inheritance that is ours for generations to come?" Why you so black? Yesterday I was talking to the eminent professor Hortense Spillers about the notion of witnessing and in that vein, I brought up a poet, an eminent poet, Sterling Plumpp, who was published in some of the early issues, and we talked about a poem that he wrote "Old Seal," in which he talks about his grandfather one day getting so angry with him. They were out in the fields, and his grandfather was driving this plow with the mule, Old Seal. And he was so upset with his grandson's. . . just his way of being . . . What's the word I want for a child who is being smart?
PANELIST: Precocious?
PINSON: Yes! That's it. How precocious he was. And there he was in the field, and his grandfather had this impulse to make the mule rise up and possibly crush him and then the grandfather changed his mind, and it was at this point that Plumpp has a line: "You want me because I will tell and tell and tell." And that's what Callaloo does. It tells. I've not consulted Epha's cowrie shells but I see Callaloo continuing to be a resource, a literary center, a virtual home for artists, scholars, writers, poets for years to come doing the same work it has always done, providing a safe space for black expression and theorization and black subjectivity in relation to the world. As I'm sure my fellow panelists will raise questions about the range of concerns, I have two or three questions, and I'll raise them as questions. My first question is really similar to LeRonn's and concerns Callaloo endowment and how we've increased and what role will each of us play in helping Callaloo to remain more than intellectually solvent. How do we create opportunities for fundraising ventures, and what role will social media play? In this regard, do we need to have as part of Callaloo staff an official fundraiser who could also write grants, freeing the editors to do their jobs? We know that Charles Rowell and his staff have applied for and received a number of grants throughout the years through the Humanities Council, the Langen Foundation, the National Endowment for the Humanities, etc. My second question revolves around the organization of editors and how in the future, hopefully distant, duties would be divided to get the work done, as it is well known that Charles Rowell does the work of seven people. [Laughter] . In this regard, I will cite Brent Edwards to contextualize my question: "with his characteristic wit, erudition, and common sense," he admires Charles Rowell's "humility, his uncommon generosity, and humility in working with a large number of associate editors and special issue section editors over the years," which leads to Edwards's enumeration of an editor's myriad duties. "It is difficult and dementively uncommon," says Edwards, "for literary critics to evaluate the work of an editor, to take stock of the extremely time-consuming and energy-draining labor of publishing a small independent periodical. The daily bureaucratic grind, the scramble for funding and distribution, the networking of contributing editors, the constant and vigilant search for emerging writers and artists, the pursuit of qualified and constructive manuscript reviewers, the task of making editorial suggestions for revisions, the need to massage fragile, if hefty, egos, [Laughter] , the hunting down of reproductions, and the gathering of necessary permissions, the orchestration of various voices of a new book-length collection every few months." Finally, in considering the future of Callaloo, I ask my fellow panelists and respondents to comment on how the journal will specifically respond in the immediate future, as it did in the 2008 issue, to the recent election. The ugly fallout nationwide that has created unrest on college campuses, in communities, in cities, on social media, and questions from world leaders at a time when people of color, women, the LBGTQ community, and anyone it seems who is politically center or left of center seems to be faced with the possibility of right-wing retaliation for eight years of a black presidency and lean economic times for certain sections of the national population. What does this mean for the journal? News of local acts of racism have even reverberated around the world, even here. Meanwhile, back in the states, the cast of the popular Broadway show Hamilton made a relatively mild but eloquent appeal to the Vice President-Elect to serve all the people. How will Callaloo top that, just as it has fearlessly responded to the exclusion of black writers from white journals in the American South all those years ago? I believe it will find a creative way to respond to the difficult times in which we find ourselves. And that's it.
[Applause]
REID-PHARR:
Dagmawi said earlier that when he speaks the English language, it doesn't give him a complex. When he speaks English, it gives me a complex [Laughter] in that he is such an eloquent person, and for those who know his writing, he's also a quite eloquent writer, a gifted and precise individual. One of the things I just wanted to say before I give my comments is that it is rare for me to be in a room of persons who use the language with such force-I mean that-and use it in a way that I fully respect and respond to. And I'm normally at a place where I think "Ugh, oh my God, these people are butchering the English language and every other language they know how to speak." But in here it's a joy, central refreshing joy to be in your presence. It's a central and refreshing joy to read greedily and consume greedily Callaloo as I have for many years. I wanted to make three brief points.
The first is that one of the problems with talking about the future of Callaloo is that, in fact, Callaloo has been doing the right thing, and so it would be easier if it were a lesser journal. It would be easier to talk about its defects. There are very few. One of the things I'm trying to think about myself very strongly is the idea of a living diaspora. In the United States, in particular-I'm going to talk about the US situation for just a moment-we tend to imagine the diaspora as a thing that has in fact happened, especially for those of us who are the descendants of enslaved persons. The way we normally talk about diaspora is the thing that brought us to the new world and then entered at that point and then the rest of diasporic practices is about retention. One of the things we need to remember is that I believe in the years between 1965 and 1990, more persons immigrated from the African continent to the United States of America than the 200+ years of the active slave trade. We tend to forget that we have, what Dagmawi has called, a new African diaspora that is very much happening in the US and that is having really profound effects in the way our new culture is happening. There is a very vibrant amount of recent-ish African immigrants involved in our new culture and the United States, new-ish largely African communities in places like New York or around Washington DC, particularly the large Ethiopian community around Washington, but also in places like Charlotte, South Carolina, and Cleveland, Ohio, and Atlanta, Georgia, which has a massive African population, persons born on the African continent who are doing all sorts of things in terms of arts and culture. Second in relation to that, those of us who are university professors can tell you that in terms of black persons who are entering universities, the children of African immigrants are a truly dominant-or, I wouldn't say dominant-a truly powerful force among that group of students. I taught on Tuesday before I got on a plane to come to this conference. There was a young woman in my class who mentioned to me that she had grown up in Northern Virginia. I told her, "We're Southerners together." She says, "No, no, no, I'm not Southern. I'm Nigerian." [Laughter] And I thought, "touché." [Laughter] What am I going to say? And then I said, "Well maybe you're from Southwest Nigeria" to try to bring it back. It didn't work so well. But the classroom is full of persons of African descent, but a minority of those persons are persons who, in fact, have parents or roots deep in the South of the United States. So I think that this wave is happening, period. I think that Howard Dodson is in the room, and the interesting thing is that the area around the Schomburg Center for Research in Black Culture continues to be a very, very black area, although we all know that Harlem is getting a touch caramel.
[Laughter] But, there is, in fact, a very large black population all over Harlem. Much of that is Latino and particularly from the Dominican Republic. With a very complex understanding of what blackness actually means, but also one of the most vibrant cultures in the city of New York. And finally, before I leave this point, one of the things that is extremely important to me is to recognize in myself as well as all of us the depth of our Anglophilia. I am certainly not the first person to have said this. If you remember correctly, one of the great critiques of Paul Gilroy's masterful The Black Atlantic is that really it's about the blacks of the North Atlantic. The average person in the African diaspora in the new world is a Spanish and Portuguese speaking person. And one of the things I definitely think we need to talk about in Callaloo is the possibility of more focus on languages other than the English language. I would say, particularly, Spanish, French, and Portuguese. In Europe itself, there is certainly a concern with African immigrants in the United Kingdom and also in France, but I think there are people here who know very well that there is a very, very exciting new literature that is happening in Italian in particular, but also new African diaspora communities all over Europe.
I run an African diaspora institute at the University of New York, or I have until this year. One of the things I was not aware of before this year when I came into that position, was in fact that when you try to do the actual connections, people talking face-to-face across the African diaspora, it is much easier for American people to do that with European people. This is just on the issue of visas, moneys, ability to have people actually enter into the countries, and therefore we are often talking about the African diaspora without talking about the African diaspora content directly. There are many Africanists who would then say that if we talk about the African continent directly we are then talking about very specific locations, particularly South Africa, Nigeria, and Ghana. I think we should think more creatively so that we will have better conversations with each other and with intellectuals of various types that will help to bridge that.
That gets me to the last thing I wanted to say, which is about the use of technology and how Callaloo as a journal can easily utilize new technologies in order to expand its reach. For example, one of the things we can do at certain events is to create electronic connections to distant locations. I think it would be a good idea to start considering that. Even more important for me, and I think the big punchline for me, is that I have a real concern as a person that is interested in archives about the archiving of the journal, about the digitalization of the journal, and how that process actually happens. Also how the journal can be in archives and searchable in the archives. That is a complex and difficult issue. It is a huge issue in relation to African American and African diasporic materials which are often crumbling. In the libraries that I know these are often in very bad shape and need to be preserved in digital form. I say that because Hermine and I are very, very mindful of the money issue. I am my father's son, and my mother's son, especially. So the question of digitalization in particularly in the US, there is a fair amount of money sloshing around digitalization for all the wrong reasons, but we ourselves won't have to worry about that exactly. I think it is one of the things we should think about as a community about how to connect to that stuff and make sure that Callaloo-what has been achieved over the last forty years, and what will be achieved in the next forty years-is actually available in the next 140 years. The name of the game for that is really about sophisticated archival processes. Thank you. [Applause] ROCCHI: Good Morning. I have nothing left to say.
[Laughter] The future has been defined by my colleagues and paved with very good ideas. I might add a couple of ideas.
When two days ago I ended my presentation for the literary and cultural studies panel there were points that I developed that I think can be a starting point for an idea of the future intellectual positioning or, let's say, theoretical development. After pondering the influence of AIDS on black queer consciousness, what I thought could be something more pondered was how black queer consciousness on culture had actually impacted the formation of black identities. Possibly envisage their being reshuffled by a black queer culture and consciousness. This was seen as not something rapturous necessarily, but as a continuum. Just to reuse an idea which is being evoked here as emotion, as a movement. The second movement I would have liked to develop was the movement from a diasporic consciousness-which also includes as we said yesterday as we were talking about black bodies, which also encapsulates the load of traumatic experiences be they related to the slave trade or to colonialism-that includes that but which would also go towards, not necessarily the bridging, but the reinforcement of consciousness and desire. That would imply a work which still needs to be done, I think. Not necessarily in the space of Callaloo, but in a more general terms. That would imply a further reflection on positionality, self-reflectivity, intersectionality, and transdisciplinarity. In other words, to interrogate the methodologies we bring forward for thinking black identities in terms of black subjectivities, and subjectivities as processes, not results. This is where I come back to the discussion we had yesterday when it had been said that the phrase "black bodies" could be a source of unease. It is funny because I haven't experienced that unease when hearing the phrase "black bodies." The unease came, maybe, when I actually saw the repetition of that phrase in certain discourses, and certain scholarly discourses, more specifically. I am saying that because I think we were looking for possible substitutes for bodies to figurations, as has been suggested. I personally prefer "subject" because "subject" is also pregnant with the memory of object. This is because subject can actually be developed, continued with subjectification, which is also carrying the historical load of objectification, reification, the reduction of an object, and also because the idea of the subject is strongly linked to modernity for which the salve trade has been a defining feature. What I mean by that is that it is not so much the signifier which comes than the context. Word signifiers can be re-signified. So it's not so much the phrase "black body" which matters, but who says that in which circumstance, etc. This is what Callaloo represents for me-a context. It's not only a text, not a visual or virtual text like you were suggesting, Robert, because that could be the next step to come. To develop the technology, websites, to incorporate new methods and new ways of getting voices to black subjectivities, with the internet and everything related to performance studies, and for that you need the frame of websites, videos, etc. My point is not to diminish the value of any community or institution by putting Callaloo to the collective movement to which it belongs. I would also like to say that of course the idea of the archive is very important, of having a memorialization through the journals, through technology, etc., but what I think is even more important is to have, in a form of another, a space, what I called a context, for visual texts, written texts, virtual texts, those kinds of textures, because that is the space and the context which allows resignification. It allows the possibility of resignification, of not remaining trapped in frozen definitions of who we are or who we are supposed to be. That space, understood or envisioned as a context, it may also continue to work because that is the way Callaloo works as the possibility of connection. As you were saying, between different continents, as we were all saying, different continents, different cultures, but also between languages. So it's quite interesting to also think that the very idea of the future is basically, as nobody knows what the future holds for us, an effort to project ourselves from where we are and with what we have. And what is most important to me is to maintain the possibility of a possible connection, maybe a disconnection, and the possibility of a space, and this is what Callaloo represents for me. This is how the building up of its future can be. Thank you.
[Applause] SPILLERS: I've really run out of things to say after Jean-Paul and everybody else. I do want to think a moment though about the context in which Callaloo emerges, and I just want to say a few words about defining context as a way of perhaps reflecting a little bit on the future of the journal. When I think about futures, I think about something an old American comedian said once, mocking his own powers of clairvoyance. The comic once quipped a long time ago that if he could just make it through Thursday, he would be pleased, and of course, the trick of that joke, at least in part, is that Thursday in this narrative is always the name of the future. It's the place you never reach. It's always the moment of deferral. The future is that special place and calling in our world that we try to get a handle on, and I've thought about that in relationship to Callaloo and what was special about that moment. It seems to me that what we would regard normally in the segregated world of ideas as differences really crossed winds or cross-fertilized one another at this moment to give birth, not only to Callaloo, but to the academy in which we find ourselves on both sides of the Atlantic world. It was an era of revolution, but it was revolution that we examine along a racial fault line. There was black revolution and there was continental, or for lack of a better word, white revolution. It seems to me that they were all converging even though they might have been like ships in the night. They might have recognized each other only in a superficial way.
When you think of 1976-a very long time ago, but in some ways, early because technology has really collapsed our sense of boundaries-what was happening in that year? That was the first year of the launching of the School of Criticism and Theory that opened for at least a decade at the University of California-Irvine. I was a member of that first class of students in the School of Criticism and Theory. That initiative was really the outgrowth of the symposium that had been convened with John Hopkins University in 1966. The transactions from that event became the work that we know today as a structuralist controversy that gave us, for the first time, certain names that became very important in the development of what we know as today's academy. The humanities academy was really never the same after the introduction of certain French thinkers that we associate with developments of continental philosophy at that moment. But 1976 was also what I would regard as a new black power synthesis, post-black power synthesis. They were the early days of the presence of the black studies movement, the settlement of black studies in the predominantly white academy in the United States. It wasn't so much that black studies was new, because that was really an outgrowth of the old negro history movement. It goes all the way back to the late-nineteenth century and early-twentieth century and the research of Carter Woodson and W. E. B. Du Bois. Black Studies updated that particular configuration of a curriculum. I associate Callaloo with that moment. I would say that with its inspiration it borrows really from both of those agendas politically, intellectually, conceptually, and analytically in its broad currencies. It borrows from the structuralist movement and its tenets which set its sights on dismantling certain assumptions. The journal itself knocks over the idea of hierarchy by putting together a visual text and literary text. It works off the idea of bringing disparate things to harmony. That was one of the essential marks of that conceptual moment. These engagements are too complex to elaborate on here, but I would say that Callaloo-and the theoretical ships that it marks-is precisely intersectional in its character. Those theoretical ships have changed our operational procedures to conceptual and analytical apparatuses of which we work the categories of alignment that have given us eventually cultural studies and the lexical and rhetorical maneuvers out of which a concept like the body really comes. All of that belongs to feminist or post-feminist moment and so forth. So as I understand it, Callaloo is configured at the precise moment that it is a brain child of contradictory elements that interestingly enough converge on the academy at a certain moment.
In that regard, it is kind of Creole if we think about it. Créolité in its broadest sense. We can think about it, also, in its reference to food which is where the idea of Callaloo is situated. So I would say it is a mix of intellectual elements that adds up to an Africana agenda that has been afoot in the world in the last four decades. It has helped bring a world to stand in its multiple intellectual strands and strings. Therefore it participates in both the black studies movement and, for lack of a better word, the continental philosophical movement. I think we might also consider the extent to which certain pan-Africanist formulas were inspirational in the founding of this journal because it is really in the broad brush of the world and the defeat of fascism: it is the world after the Bandung Conference, the collapse of imperialism and Indian independence, the collapse of neo-slavery in the United States, and the birth of independent nationhoods across the sub-Saharan African continent and throughout the new world complex, which completes the Haitian revolution that is launched with the emergence of the modern French state. All of those influences and currents and occurrences are moving in the world and oversee the inauguration of Callaloo. So I think we can think of this journal as an experiment in the spacial-temporal order of the contemporary period.
If you are writing an intellectual history of the world in the last four decades Callaloo might be one of the documents that you would want to consult. The contents of the journal reflect the amalgam of what we call interanimation that Professor Rowell addressed the day before yesterday when he talked about certain juxtapositions of the journal. Professor Pinson reminded us this morning when she talked about the poem following a visual. It is that collapse of traditional structures or high and low coming together. It is the unexpected placement of elements that may clash, or may complement each other, and may be synonymous in meaning or contradictory in meaning to each other. It is all of that that is at play in this journal that we can think of as a field of play. You can never finish any one issue. I dare anyone in here to sit and read an issue of Callaloo from cover to cover. In some ways, it is intimidating in the sense that you thought you knew some things about the world then you get an issue that is devoted to Africanity in Peru and you go "wait!" [Laughter] or Africanity in Mexico? It is a journal that I think constantly surprises, and startles, and takes you by the throat and shakes you a little bit. You find yourself learning things there and being exposed to possibilities about which you really were not aware. I think the journal will continue to do that. I predict that it will continue to unfold organically. It will continue to unfold as a creative response to the coeval moment. We have learned from Callaloo, for instance, that the African diaspora crosses geopolitical, linguistic, cultural, and racial boundaries. I think it is safe to say that Callaloo has helped to prepare us for the idea of a global citizenship and for the appreciation of a cosmopolitan calling. One thing I would like to see the journal perhaps do more of, because I would like to see myself do more of this. I don't want Callaloo to be anything other than what it is. I want the protocol to stay the protocol of this journal, but I have given myself what I call, "the task of the citizen." It is the work I do when I am not an English teacher. It is my work as a citizen. I think of that as political criticism because it is so important. Callaloo really begins with the political idea. The journal devoted to blackness in 1976 is a political idea. I would like to see it perhaps emphasize that idea from time to time a little bit more. In other words, to come back to its beginnings. As a poet said a long time ago, "Know it for the first time." I would like to see the journal take a look at what the African world is thinking about on subjects like immigration. What is the world thinking about globalization now? We know what the world thinks about globalization from the right because it has smacked us upside the head in all the Western places. I want to know what the left thinks about globalization which we have accepted pretty much without scrutiny or without criticism. If there is a left critique of the global, what is it? One of the sites at which that thought might be thought is in the pages of Callaloo. Thank you.
FRANCIS: I had a completely different idea about what I wanted to say around Callaloo futures before I got here. Now I have changed my mind. After New York, several practical things were suggested that we needed to hear about Callaloo. I was thinking about ways it could be tightened, the ship could be streamlined, and what we could do so there wasn't such a heavy load of work and what might even be closed, what doors could we shut. Now I don't think so. Not at all. The election in the US has convinced me that now is not the time to step back. Now is the time to lean in, to use that expression, to dig in, to do what we are doing and perhaps to do it even better. I am consumed by this idea. I think we have to really take in our import. We have several remarkable, successful templates for others to model. I think there is a little bit of insularity in Callaloo that needs to be addressed. I am going to start, first, with what I feel are some urgencies and then I am really, annoyingly, going to put my thumb on the idea of where the creatives and the critics meet. I know you are tired of hearing me talk about it, but I am not going to stop because it is too important. Things we have talked about lightly that I think need addressing right now are not in any particular order.
I am going to begin with Dr. Rowell's biography. Dr. Rowell is working toward a biography, am I correct? We need a biography. We need discussion on this man. His story. Callaloo is his vision, and his story has to be told. [Applause] We can't tell that story without him being central to it. This is his vision that we are carrying. Whoever begins that process of interviewing him, it has to be someone who can get in, get close, and get this man to disclose because we need to know how he came to that vision. We are going to have to carry it forward. That really is immediate. The second is, we need more essays and articles around Callaloo and the word so many people have used so well that we keep hearing, "ripple." We need articles around our ripple. If we don't start getting those articles out there around how much we have truly impacted the American landscape-believe methere are those who will erase us, those already trying to erase us. Before that begins, too, there is documentary. Documentary and film. We said it in New York and it is absolutely essential. For those of you in New York, for those of you who are doing documentary, for those of you who know documentarians-get it started. I don't have those kind of skills, but you know who you are if you have those skills. These are things that have to start now.
No one is going to come along and admit our necessity or our significance if we don't. So for those of you from the Midwest, get over your humility. Nobody is going to do this unless we can admit how very powerful we are. I am from Texas, so it is easy for me to do that. We are braggadocios. I think that it is important that in some places we are still hidden and we shouldn't be hidden. There are universities using our journal and still we are hidden. I think that now is the time to stop that hiding. I think there are those of you who would agree with me with no more hiding, no more insularity.
As a professor of creative writing, I need the craft essay. Why is all of this on Carl Phillips's shoulders? We have all kinds of articles and essays, but why are we fearing the craft essay? We still have so many pockets inside of the African diaspora where we will not write about the craft essay. I don't want some jargon riddled craft essay. I want a craft essay where we are using our jargon for clarity, not obfuscation. Are you following me? You know I am telling the truth. When I am trying to teach creative writing and I can't find an essay on syntax because we still want to believe it is all intuitive, that is not what it is. I need craft essays to teach and so do we all. Those of you who are scholars and are trapped in your jargon, get out of it, come to the workshops, and talk about the process. Those of you who are poets and fiction writers, we need our scholars to help us articulate these things and get these essays and articles out on craft. Does that make sense? I know this is going in several different directions, but follow me here because we have a large enough body to do these things and continue. These things have to be inscribed. We aren't just a site of culture, but a site of cultural exchange. This is a part of what really made me decide we can't step back. The exchanges are hard. The exchanges are painful. The exchanges are difficult. I had this incredible conversation into three o'clock in the morning where we were talking about political correctness and the difference it makes in the UK and what it means to me as an African American. We need to keep having these conversations, but I want to see ourselves as more of a site of this cultural exchange. Now this is something fairly technical, but I think a committee around it would be good: Callaloo's endowment. We are sitting on art. Art can endow an institution. Charles, I have talked to you a little about this before. Charles, I want you to begin discussion with how art can act as an endowment. We have talked about universities, sites, and having our own site. So I am going to push on that a little bit. If you are thinking about universities or sites, draw the plans up. Do not just talk. Nobody is going to take in all that information, remember it, and keep it. Are you writing up true plans? Are you talking to people and getting it down on paper so that Charles can see what you are proposing? If you have proposals around grants, sites, whatever it is, I don't want to hear about it. I want us to write it down, get it down, and have something on paper that we can see. We need an archivist for Charles's art. There is the possibility of one. We know Renee Neely is right there in Providence. So we need to find a way to fund her, to get that archive as soon as possible. We don't need to put that on Dr. Rowell's head. At these conferences, bring your colleagues. If we are at universities where we know whatever we are doing is not seen, respected, or understood-we are powerful, each of us in our own right, but we know that we will go back to universities where people will say Vievee who? Or people will say, Hermine what? We know that is the real-bring your colleagues. Do not let them not know how powerful you are. It is important that they see us. Where we have ties to universities and organizations it is time to deepen them and get those contracts deepened and make sure they last for a while.
I don't want to echo too much of what anyone else has said. This is an emotional issue for me. So if I cry just ignore me. I am a crier anyway. I don't have any other site in my life. Not one site outside of my home-in my bedroom with my husband-which I am fully myself or I am fully understood. Where I am allowed to be black the way I am black, where I am allowed to dress the way I want to dress, where I am allowed to say what I want to say. I don't have family that gets me outside of you guys. We are a site for transgression, for the subversive, for upturning, for reconsideration, and for upheaval. We have to continue to be that. We can never become conventional. If I don't have Callaloo where am I going to go? Sometimes maybe I look conventional, but as I told Robert yesterday, you don't know me. I need to come here to see Dagmawi who lets me be me. I need to see Hermine who will see me and not judge me. We don't have sites. The African diaspora is so damn conservative and conventional. Are you married yet? How many kids do you have? It's so conventional. We have got to be artists and we have got to have each other. We have to keep that and never become conventional and not allow anything that moves us in that direction.
Creative nonfiction, we need more of it inside of the journal. We really need to push for creative nonfiction. We need to get at least two different creative nonfiction writers at Brown and we need to find a way to fund that. It's good to have two. It is good to have a man and a woman because some of the students are not going to respond to men. Some of the students are not going to respond to women. You have got to have both. We need two there, at least, and one in Barbados. So that has to get funded. Our changes need documenting as they happen. Around technology: we need a digital platform. I can think of two universities that are dying to have something like Callaloo and put it up on a digital platform. My concern is intellectual property. Who is going to own that? Whose does that become? If we get the help of the university to put that up on the digital platform, will they own it? Who owns it? That really becomes important. I don't have those kinds of answers, but half of us are married to lawyers so let's find out. We need to generate more discussion around Angles of Ascent. It really is a profound record of the changes since the Black Arts Movement. We have got to use it in our universities. Get inside your colleges and universities and kick some ass. Make them use it. Use it in our classes and let's talk it up. We have to raise the visibility of the scholars' series. That series is amazing. We have to provide even more platforms for the scholars when they come up with these things. Now I am going to speak about Koritha's astonishing talk about how she became interested in living writers-Koritha, thank you-and about how it changed her writing around those that have gone. I have never heard anyone speak about that. Never. That needs a book. It needs articles and we need to keep talking about it. We need to give her platforms for that. I am going to try and get her to come to Dartmouth. We need platforms to hear that. I think those were the largest urgencies for me. Now I am going to speak about something specific. Specifically, and this is after my discussion with Koritha, I am very much afraid. I'm afraid. I think we are at a crossroads and that is why I am saying now, now, now. I am worried about continuance, continuity, and I am worried about safety. The first part of safety that I am worried about is the Callaloo Creative Writing Workshop because it has become a pillar for Callaloo. The workshop has become one of our pillars. It has to be protected. Scholars, we cannot let it go because you don't get it. Gregory and I have been talking about this. We have been talking about opening the workshop up for perhaps five scholars to audit for three reasons. One, several of the scholars, noted yesterday, are both scholars and creatives. This would give the scholar, who is also creating poetry and fiction on the side, the opportunity to come in and really pour themselves into that practice and process and that would cut back a lot of that weird energy scholars give creatives because they're not doing what they really want to do. If scholars really want to create, then let's allow some room for the scholars to come in at Brown and Oxford and Barbados and do that. The second reason is because until the scholars actually understand production and the lineage of production, it will help them hone their own scholarship and it will help them be more respectful of those creatives and see why there's so much curmudgeon. You'll see why we're assholes.
[Laughter] It will help the scholar understand what the true stakes of deciding I'm-goingto-write-poetry-for-the-rest-of-my-life are. There are stakes to that. It will also help the scholar understand that because I'm a poet it does not mean I am not an intellectual, that I'm not capable, that I don't have other capacities. I think that'll keep it real, if we could allow more crossing, just like we sit together on panels. I think we could make room in those workshops. And I had a third reason for that, if you'll bear with me. I'm almost done. I'm going to speak about poetry here. It isn't enough to hear the poetry at a function because of the methodologies of poetry. It's a literary journal. We don't really publish the poetry of agreements. We don't publish Hallmark cards. There are several major poets who write brilliantly inspiring poems, but we really publish literary poetry. That means, it could inspire me, but it better challenge me too. It can't just inspire. Yes, everyone can write poetry. I know, I know, I know. But not everyone can write it well. That's the real. Charles bears the brunt of holding a standard. So I think scholars coming into the workshop will understand why that standard is there and how it's held. Also, poetry is foundational art. That is where Charles begins. If you looked at that interview I did with him, you'll see that I made him put his poems in. I had to make him. He didn't like it. He gave up his own career in poetry, unlike other people I could name who did not give up their careers in poetry, and yet they want to tell you what to be and how to do, Charles. He gave up his career in poetry to raise us up. So we could create. So we could do our scholarship in writing. Poetry is really central to Callaloo, and I'm going to be quite ferocious in saying that it's protected and that the standard is held.
All of that stated, we have these templates. We have a template for scholars and creatives sitting together. There is no other conference like us. There's also something else in the template. We're flexible. We don't have that Eurocentric frightening need for linearity, the grid. You talk, you talk, you talk. You each have five minutes. Don't go over your five minutes. We don't do that. We have much more of a call-and-response reflective and reflexive movement in our conferences. That's a template. We have created something because when we end these conferences we change the sites where we have the conferences. Sometimes suddenly, sometimes slowly, but we plant a seed. So we need to start getting out pedagogies down, using these templates, going back to our white universities and saying, "We've got a template." Yes, I know, I know, you're not used to black people saying we've got the model for you. Picasso. Get it? [Laughter] We've got the model. We've always been the model. So knowing that, I think we go forward with Callaloo with power. I want to see us go forward with Callaloo with even more power. And I'm done. [Applause] BAILEY: Good morning. I just want to say first that I honestly can't believe that I'm here. I blink, I try not to blink.
[Laughter] I try not to breathe, but then I realize, "Ebony you have to breathe." And so I breathe. I'm so grateful to be here. I can't say that enough. Just being up here right now is really surreal, honestly. I just want to start off with something that struck me from the beginning of conference, something that Professor Margo Crawford said at the very beginning: Callaloo is an opportunity to be unbound. That struck a chord with me because in order to recognize that you are unbound, you also have to recognize that you once were bound. And that's my realization because it comes to me from these two meanings of bound, both positive and negative. I've realized through Callaloo that I've been bound by the education that I've had which taught me the history that wasn't my history, that I spoke, but I didn't fully speak my mind. I was bound, constricted, restrained, deterred, delimited. Callaloo taught me how to be released from that. Also bound in a positive sense, as in boundless, which is how I see Callaloo-leaping, striding, hurdling. In both of those definitions is something that I've taken from Callaloo. These two definitions, I see as twin futures of Callaloo. That's my appreciation for Callaloo and being up here, which, again, I can't believe. I'm going to pinch myself. That's how I see the future of Callaloo.
I have a lot of questions of what I see with Callaloo, and I'm just going to pick up on responding to the things that have been said today with questions that I had. Regarding what Vievee just talked about with the lineage of production, I was trying to think how that would be implemented, how I would take that back to what I was doing in my own work. How do I actualize a lineage of production in my work and other people's work? I'm also struck by how Callaloo is this living archive, as Professor Hortense Spillers was talking about the first night; how it's not a museum of affects but it's a living project. I've read the issues where Howard Dodson talks about the archives at Schomburg, and that intrigues me because I'm just starting to get into archival work. How do I actualize that in my scholarship when scholarly discourse and work can try to ossify a text? I don't ever want to be an agent of ossification. When looking at a text that has not been printed or published because there is still work and process being done-how do I approach that in my archival work without trying to presume that I know about an artist's process? How do I approach writings from the nineteenth or twentieth century that are going around in reading circles but that are not published and are constantly rejected by publishers? That's a record as well. Also, in terms of writings that are reprinted at a different time, what's the context in looking at that? Are these ways in which I can actualize a lineage of production? These are some of the questions that I was talking about and that I would like to pose to the panel as well. How do you take that process into the classroom? How do you change your thinking when you actually come to the text? I got really enlivened by the first night's talk about the idea of the encounter. How can I use this idea of encounter when I am trying to look at this text or this lineage or this process? I think it comes down to how we approach writing about another person's work. Going back to this idea of structuralism, there's too much emphasis on deciphering a text. What if it's unreadable? What if it's meant to be unreadable? How do you change that mindset and thinking? Maybe if I approach the text as an encounter, rather than trying to decipher or interpret, but maybe I'm just changing the terminology. Maybe I'm still presuming something in terms of writer process. What does it mean to change the framework and the language when talking about someone else's work? I really think that's important because, again, I don't want to reify someone's work. That's one of the questions I wanted to talk about.
I just want to say also that Callaloo is a safe space, a really safe space, that I appreciate. Because of these past couple of weeks with the election, I've had students who've come up to me and said, "What do I do? What do I do, Ms. Bailey?" They call me Ms. Bailey and I'm like, why do you call me Ms. Bailey? Call me Ebony. I'm like five years older than you.
[Laughter] They look at me like, "What do I do? Is my family going to get deported? What am I going to have for my children? Are they going to grow up thinking that this is what the world is like?" And I'm like, "I don't know. I don't know." I am in some organizations, too, and Callaloo would help these organizations. My department was looking at the escalation of tension and harassment on campus. They were like, "What do we do?" I think the interviews in Callaloo, something that we have been talking about all week, would help. I was thinking about the Afro-Peruvian issue with that series of interviews from political figures and citizens. I would like to see that because I am looking for some direction. I am looking for some conversation and I would like to bring that back to my campus, into my organization that I am a part of at OSU, a coalition for black liberation. Yeah.
[Laughter] I would like to bring that back. I think Callaloo is a safe space for that. Just to add-I know, I feel like I've been talking forever-in terms of technology that has been brought up, on digitizing the archive. I really think that is important. Not just because I like the idea, but also because I just took a class at OSU and I have to give credit to Professor Elizabeth Renker for this archive class. We learned how to archive, but at the same time we were able to do our own projects and choose whatever we wanted to digitize. Of course that would come back to who would own the archive if that were to happen. What if there was a class devoted to the Callaloo archive in order to teach those skills, in order to continue the archive? How do we talk about these approaches in the classroom? I am thinking about bringing creative writers into a series in my class. So I really appreciate all these comments because it is really giving me a sense of direction. It is really helping me become unbound. [Applause] POSMENTIER: Hi, everyone. It is really hard to say anything else.
[Laughter] Which maybe is just a testament to the fact that Callaloo, on some level, even though we can make programs for the future, has already given us what we need. We have what we need. So what I want to think about in response to all the presentations is maybe not exactly the future of Callaloo, but our future with it. Again, I think so much of this has already been raised, but thinking about what we do with this sort of forty-year invitation to reading, writing, and studying not only in the journal and at these events, but also in all the places where we live: How will we take Callaloo into these other places, specifically? You all already took us into that space. I'm thinking about something that was said at another conference, at the American Studies Association last week at a panel on Black Art with contemporary Black artists and Evie Shockley, who many of you may know, the poet and scholar. The theme of the panel was "Home and Not Home," and she said, "I can't really call myself homeless because as an academic with a tenured position, that would be disrespectful to all of the people who work in a contingent position and all of the other kinds of homelessness." But she also said, "But I also can't say that I'm quite at home" and "that's the place Black Art comes from or speaks from." That not-at-home-ness. I feel like what I've been hearing today and the last couple of days is the idea that Callaloo is a home that allows writers to be not at home and be at home there, if that makes sense. This goes back to what was said yesterday about being able to write and speak and study from a space of fear. That seems to me to relate to the question of Callaloo writing back now to our current political moment and why it feels so urgent to us right now. So what does it mean-Ebony just said this-to look back at the issues of Callaloo to teach us about the crisis we're having at our own campuses about protecting students who may be undocumented, who are concerned for their families, protecting against the possibility of religious registry. What do we do on our own campuses and in our own cities? These conversations about sanctuaries. There are resources in the forty years of Callaloo for helping us think about these problems. And I think, too, this at home, not-at-home-Callaloo also invites us to think about what it means to be at home and not at home, in a planetary sense. When thinking about the 1998 special issue on Sterling Brown and what it had meant to take the poem "Ma Rainey" and bring it into a Black Studies journal, a poem that is about the displacement of the Mississippi floods. And then thinking about Callaloo's responses to Hurricane Katrina in 2006 and 2008 and going forward. Callaloo also gives us resources for thinking about our increasingly urgent planetary crisis that we can take back to our institutions.
Thinking about a future with Callaloo in all of the other spaces where we live, this question about the relationship between the creatives and the scholars, or between the creatives and scholars in each of us as well has really been resonant over the last couple of days. I really like this idea that part of what Callaloo does is allow us all to give each other a complex, [Laughter] now that we're using the language, to sort of push ourselves in that way. I feel like that's the invitation that Vievee and Gregory were talking about yesterday that they like to bring into the workshops, so I love the idea that scholars may be involved in the workshop. I wonder too about how that can serve as a sort of template for other things that we're doing in other institutions, for those of us who are teaching at universities, even thinking about national organizations, thinking about the ripple of Callaloo, thinking about what it would mean to have a workshop like that at AWP or at MLA. Thinking about all of the other organizations where we live and letting in Callaloo's ripple-letting that unique and mutually informing relationship between creative and scholarly that already exists in the journal into these spaces to ripple elsewhere.
About this particular challenge that a couple of people have raised about digitization and the archive-as we think about how to preserve the contents of the journal and other materials around Callaloo, I also want to connect that with the point about Callaloo as a context. I'm thinking about this very specifically in a teaching context for me, but there may be other contexts we want to think about. When I teach classes on black poetry or on criticism, one of the things that I find most difficult to do and most urgent is to create a sense of the conversation in which these works are produced. When we're thinking about the digitization of this archive, I wonder how we can find ways to keep that sense of the conversation alive, so that when people are accessing the journal, they are accessing a sense of the liveness of these conversations. I think other people have addressed that. Thinking about that in terms of how we teach, are we just teaching one critical article from Callaloo in our graduate courses? Or one poem from Callaloo in an undergraduate class? Or are we teaching a whole issue and thinking about how the works talk to each other? Are we thinking about-what Ebony just said-bringing writers to our classrooms? Ask writers
